of the marble table-top figures included in the show;
and Stebbins was approached about undertaking public monuments in bronze. By the end of 1861 she was actually engaged in negotiations for three important commissions: a single-figure monument to Horace Mann for the State House in Boston; a second singlefigure monument to the naval hero Commodore Matthew Perry for New York's Central Park; and a multifigured composition to decorate the fountain at the Seventy-second Street Terrace, also in Central Park. She eventually completed two of the three projects, the Mann monument and the Bethesda Fountain.
In this second part of my study of Stebbins's public career, I shall discuss the history of these three commissions. Commission negotiations and the progress of work on all three projects were difficult and protracted. Though Stebbins's designs were readily accepted, patrons disputed or delayed payment. As she worked on these projects, the artist's already fragile health deteriorated, exacerbated by a series of accidents and stress caused by the worsening health, from 1869 on, of her beloved companion Cushman. Most distressing to Stebbins, however, were the increasing tensions between her two greatest supporters: her brother Henry Stebbins and Charlotte Cushman. Park (such as drives, greensward, and shade) were established, and only if surplus funds were used to pay for these structures. 5 The Park commissioners initially supported these strictures on changes or additions to Olmsted's and Vaux's design, but maintaining this policy proved difficult. Despite Olmsted's dislike of the "intrusion" of decorative sculpture or other architectural structures into his park, he did not actively oppose the mounting wishes of New Yorkers, including some members of the Park commission itself, to contribute in some material way to its embellishment. Contradictory statements in the commissioners' third annual report (1860) reflect their dilemma. Acknowledging public eagerness to establish institutions that might afford "the means of popular cultivation and innocent recreation," such as observation points, botanical gardens, or museums of art, the commissioners expressed doubt about the propriety of the commission's financing the construction of such buildings in the Park, because the mandate of the commission was confined to the construction, maintenance, and regulation of the site itself. "The Board would probably be authorized to provide a suitable structure, within which donations of works of art might be deposited and protected, but it would not long be tolerated that the Board should expend the public moneys in the purchase of such works."6 At the same time the commissioners also expressed hope that private individuals would volunteer the money needed to erect appropriate sculptural monu-ments, and in the same report, it was announced that permission had been granted to Park commissioner August Belmont to erect a monument to naval hero Commodore Perry, his father-in-law. To justify this authorization, the commissioners asserted that the Perry monument would embody the national as well as local significance of New York's new park: "To its intimate commercial relations with all parts of the Union, the city owes its unprecedented advance, wealth and population. It is fit that the virtues of heroes and statesmen, whose fame is the common heritage of the country, should, in this crowning work of its metropolis, find appropriate commemoration."7 Belmont first had offered the Perry commission to Paul Akers, with whom Stebbins studied for a short time after her arrival in Rome. Akers, who during the summer of 1860 had returned to his native Portland, Maine, because of ill health, died the following spring.8 Two months after his death, Charlotte Cushman wrote to a friend of Akers, inquiring about a letter Stebbins had written in which she requested, "some statistics or data which was in the possession of Paul from which he was to model the statue of Commodore Perry."9 This suggests that Stebbins received the commission from Belmont at the request of or in remembrance of her teacher.
Word work on the Horace Mann until the following year. But a letter from Howe arrived in late January 1862 urging the sculptor to work with as much speed as possible, and at this time she apparently abandoned the Perry. 16 No doubt Cushman had some influence in this decision. Stebbins reversed her plan to give up the Mann in order to work on the Perry even though she was dissatisfied with her model for the Mann. In a letter of January 15, 1862, Cushman called the Perry sketch "splendid, a great improvement on the Mann, though she will improve that greatly in the large one."17 Notwithstanding Cushman's or Stebbins's own reservations about the Horace Mann, other observers admired it, and Cushman was quite excited about a project to embellish her native city. She wrote further in another letter: Herr Muller, the founder, says "as far as I can judge from the photograph this statue is very finely conceived and is the work of a lady truly wonderful. It is a pity that the artist is likely to receive so small a pecuniary reward for her labors. ... "How I do hope Dr. Howe will be able to raise the subscription to $4000 and then it will go on at once.... Emma has written to him to say that she does not wish to have her brother or friends drawn upon for any portion of this and asks for him to try to get the $4000-we wait his answer.'8 In a significant departure from established policy, in their annual report for 1864 the Park commissioners announced that Stebbins had been hired and that she would be paid from Park funds for her work. "As the Fountain, in connection with the Terrace, forms a most important feature and as much time must necessarily elapse before it can be completed," the commissioners explained, "the Board has felt it proper in this instance to depart from its general determination not to make any considerable expenditure in the purchase or procurement of statuary or works of art."27 Perhaps not coincidentally, Henry Stebbins, who did not win reelection in 1864, rejoined the board soon after this decision and in 1865 served as its president, suggesting that though not a board member from 1862 to 1864, he did continue to wield some influence.
Cushman and Stebbins may have suspected that many people probably assumed Stebbins's sculptural pursuits were the diversions of a well-heeled amateur who did not need financial recompense. As Cushman's comments reveal, Stebbins was especially concerned that she be regarded as independent of her brother Henry. But this was difficult, if not impossible, because at the same time she was working on the Mann, Stebbins was developing the Bethesda Fountain, a second monument for Central Park that had probably been won through her brother's efforts. Most notable among Calvert Vaux's architectural designs for Central Park was a long, tree-lined formal promenade or mall extending a quarter mile from the first transverse road, at Sixty-fifth Street, to a terrace at

Negotiations with the commissioners were difficult and drawn out, in large part because of Charlotte Cushman's involvement-or interference. In surviving letters, Cushman never mentions the Bethesda Fountain as a definite source of revenue, as she does many of Stebbins's other sculptures, such as the Horace Mann.28 Several letters contain comments about or references to the prices Emma Stebbins should command for her sculptures, but the only time Cushman mentions actively campaigning for the Central Park commission is in a letter of May 31, 1862, when there was apparently some question of the project going through. In January of 1863 the commissioners requested estimates from Stebbins on "four pieces of work," perhaps the Seasons for the Terrace steps. Fearing that the Park commissioners were trying to squeeze Stebbins "down to the lowest price," Cushman, not Stebbins, replied to this communication, accusing the commissioners of grinding down artists' fees so that they themselves could pocket surplus funds.29 Cushman always worried about money, and her concerns about Emma Stebbins's financial security grew as various family tensions began to worsen during 1864. Cushman supported her adopted son Edward Cushman and had encouraged his marriage to the daughter of powerful St. Louis businessman Wayman Crow; she also lobbied successfully for his appointment as American consul at Rome.30 But Edward and Emma Crow Cushman, who were long-time friends of Emma Stebbins's professional rival Harriet Hosmer (by 1864 estranged from Cushman and Stebbins), disliked and envied Stebbins. In her letters, Cushman repeatedly tried to soothe their antagonism. "Is it true dear that you dislike Aunt Emma," Cushman had asked Emma Crow Cushman in the summer of 1861. "Surely she has never given you offense or been otherwise than kindly to you.... I love her very much-she is the finest nature I have ever been thrown in contact with-the very dearest, tenderest of human beings and I want you both to love her.""3 We know from her letters that Cushman had placed at least a portion of her own finances in Henry Stebbins's hands soon after meeting Emma Stebbins. But what should have been a logical financial decision instead seems to have set up a destructive conflict. Cushman in effect made a sort of exchange with Henry Stebbins-control of her sizeable assets for his sister's freedom. When Stebbins wrote to her brother late in 1864 to ask that he pay for her expenses, Henry replied with an angry letter in which he criticized Stebbins's life style and pressured her to return to New York.32
At inform his sister of the family's disapproving opinion that her life with Cushman had injured her "morally, socially, and physically."38 The situation was not improved by similar comments made about Stebbins by members of Cushman's family. Yet the women withstood these attacks, refusing to be separated. "My dear children . . . must try by their affection and consideration and thoughtfulness towards [Emma] to do away with these miserable impressions," Cushman insisted to Emma Crow Cushman, "They will love dear Aunt Em for all her sweetness and goodness and love to me. They will be sorry for the hurts she has received through and by their aunties' [sic] action in removing her securities from Col. Stebbins' hands-they will be gentle with her failures and weaknesses.... Emma has fallen into very ill health, so poor that I do not know whether she can long remain in Rome-a worker." 39 By 1870 Cushman and Stebbins had indeed returned to the United States permanently, after Cushman was diagnosed with breast cancer. The decision to leave may have been quite sudden, for their apartments were not completely vacated until 1874. Stebbins left a number of unfinished works there, yet she expressed no objections about leaving them. Having sent the Bethesda Fountain plasters to Munich for casting, she was certainly more concerned for Cushman's welfare. With no more outstanding commissions, she could abandon sculpture without going back on her word to any client.
Reasons for the sudden departure may also have been financial. Cushman, knowing she had only a few years to live, was determined to consolidate her fortune for the benefit of her heirs: her nephew and adopted son, Edward Merriman Cushman, and his family, and Emma Stebbins. During 1871, Cushman re-established herself in Newport, Rhode Island (in a house designed for her by Richard Morris Hunt), where she was joined by her nephew and his family. Soon thereafter she began a series of farewell performance tours.
Stebbins attended Cushman on tour whenever possible, but her health also was deteriorating. In a letter of March 24, 1874, to fellow sculptor Anne Whitney, Stebbins expressed her frustration at not being able to go to Cushman, who had suffered a serious relapse while on tour. Stebbins finally was, "obliged to take my life in my hands and get on to Philadelphia where Miss C. was imploring me to come."40 Stebbins's time from then on was monopolized by Cushman, whose condition worsened during 1875.
In 1873 the bronze figures for the Bethesda Fountain were finally installed. Their delivery had first been delayed by the Franco-Prussian War, and then once in New York the installation had been slowed by bureaucratic difficulties among the Central Park builders. The fountain was unveiled in late May.
Critical reception of the Bethesda Fountain was mixed. The correspondent for the New York World declared that "no description and no cut can give an adequate representation of the grace, freedom and animation which are the distinguishing excellences of the work." The New York Evening Post observed that "the more we look at [the Angel] the more we are impressed with the profound significance of the design (more truthful than any truth that science has yet attained) that what often appear the commonest benefactions of life, such as water, are among the most precious gifts of Heaven and worthy of the special and incessant ministries of the purest and noblest spirits. "41 But a reviewer in The Aldine called it "the most pretentious and least successful work in bronze set up in Central Park;" and the critic for the New York Times wondered why the commission had been given to Stebbins, "a sculptor apparently of New York, though less known to New Yorkers than some others of whom we are with justice very proud," and called the unveiling of the long-awaited monument anticlimactic: "All had expected something great, something of angelic power and beauty, and when a feebly-pretty idealess thing of bronze was revealed the revulsion of feeling was painful. "42 Stebbins claimed to disregard these critical attacks. She wrote to Anne Whitney: I confess I dreaded the comments of the press which in this country respects nothing human or divine and is moved by any but celestial influences. I however sent you only the favorable notices-there have been others and notably one which I understood has been copied into a Boston paper. I am told it found its inspiration in the Bronze Casting interest here and was chiefly an ignorant attack upon that part of the work. I did not see it myself-not caring to have my mind disturbed by the mean undercurrents of what they are pleased to call criticism here.43
The influence of the American bronze casting industry in the criticism of Emma's work is an interesting detail-the comments to which she referred were contained in the deprecatory Times review. That the quality of the fountain figures should have depended upon their being cast in Munich was not a valid criticism, since many important American bronze sculptural monuments produced during the 1850s and 1860s had been cast by Miiller. By the 1870s American sculptors had begun to turn increasingly to French foundries, such as Barbedienne's, as well as to native foundries, such as the Ames Manufacturing Company in Chicopee, Massachusetts, but many still continued to patronize the Bavarian foundry. 44 Stebbins's works were widely praised in the New York press in 1860-1861, during the exhibition at Goupil While in Rome they must do much as the Romans do and they cannot respond fully to our needs and sympathies at home . . . it seems evident that the study of classicism in Italy does not give the modern artist the power of the ancients, or else it does not make that power available for present needs. Instead of taking root in the new soil and growing healthily and vigorously from it, the artist who gives himself up to the classic influence flourishes bravely as a parasite on the firm old trunk, but yields us no fruit.45
If the number of public commissions awarded by her countrymen is any indication, Emma Stebbins was among the most successful of the American sculptors based in Rome after her receipt of the Mann and
Bethesda Fountain commissions. But this was a qualified success, for she was paid less than her professional contemporaries. Moreover, there is no evidence that Stebbins promoted herself and initiated the lobbying for these commissions. Rather, there is more evidence that they were won through the efforts of her influential friends-Charlotte Cushman and her own brother Henry Stebbins.
Notwithstanding her professed indifference to criti-Spring, n.d., plaster, Emma Stebbins Scrapbook, Archives of American Art, Smithsonian Institution. cisms of the fountain, Stebbins revealed in other letters that she was indeed profoundly affected by the unsympathetic response to her public sculptures. She considered this a function of her own lack of talent and began to think that perhaps she had undertaken projects beyond her capabilities. In a letter to Anne Whitney of 1874, Stebbins pondered the situation of the artist. She described herself as always unable to justify or explain "the truth that was in me," and this caused much mental and physical anguish. An artist, she wrote, "ought to take the easiest groove possible-otherwise the labor of mind and body could be too severe-If there is any divine gift-all the material things should be made as easy as possible."46 Stebbins was essentially an amateur pushed for a short time into more serious endeavors. She was aware that she owed her public career to Charlotte Cushman and that she also had her brother Henry to thank for important commissions. Her place among the Americans in Rome had been created by the confident encouragements of these two mentors. But she feared continually that they overestimated her talent and that her sculptures were disappointing. She wrote to Whitney:
My experience was a peculiar one, which if I could write it out exactly as I knew it and felt it, would teach many a lesson, but I could not do it, without reflecting upon influences which were honest though mistaken, and after all, what is one poor unit of life in the great sense of things! I did my little part as well as I could, and with some of the saving grace of truth and love to sanctify it-whatever its failures. As Lowell says: Good God not only reckons the moment when we tread his ways / But when the spirit beckons-and through all my life-the spirit has greatly led me, perhaps in some other sphere I shall be stronger to obey it.47
Stebbins was a modest woman, who judging from her few extant statements desired domestic contentment, spiritual happiness, and quiet self-expression. In 1857 she allied herself to the strong-willed and domineering Charlotte Cushman, who gave her the contentment and happiness. Stebbins did not particularly want fame, and she had no experience in dealing with publicity as did Cushman, an international celebrity and peerless self-promoter. Doubtless, Cushman could not conceive of a completely passive personality and thought she was helping Stebbins by encouraging her pursuit of a public career. Stebbins compensated as best she could, though she was always "conscious of so many faults!" She described herself as "a soft-shelled crab, before his new integument has hardened, very vulnerable, but I have been that all my life, forced by circumstances into hard-shelled positions. But I hope Charlotte will still hold her protecting shield over meas she has always done-and I shall escape, under cover of the love and tender interest which is so universally felt for her." 48 When she left Rome in 1870 Stebbins did not abandon sculpture or art completely, but simply retired from public activity. Once in America, her time was devoted to attendance on Cushman and, later, to the writing of a memorial biography of her friend. Negative criticism of it reinforced Stebbins's lack of selfconfidence. The state of her health also precluded any more large-scale sculptural projects, and she returned to doing pastel portraits and watercolors.
From 1878 to 1882 Emma Stebbins wandered between winter visits at her sisters' houses in New York and summer stays in Lenox, Massachusetts, vainly seeking relief from the pulmonary condition which had weakened her. She apparently had little or no contact with her brother or his family.49 She died on October 25, 1882, and was buried in Greenwood Cemetery, Brooklyn. 1i NOTES 
